medium, tone or style, the artwork as a whole shares cadences, conceptual frameworks, and an artistic vision unlikely to leave viewers indifferent.
By communicating the rich diversity, creativity and complexity shaping the work of However, within these locations other languages are also spoken, and this multilingualism is incorporated in the show where a wide range of visual languages also coexist and interact.
Every piece is wrestling with images and fraught or imposed representational demands, complicating and challenging the notion of a straightforward and transparent readability of experience. Wrestling with the Image often reveals an aesthetics that, although varying from piece to piece, always strategically resists categorizations and cultural reductionism. As viewers, our ability to interpret or "read" the artwork is constantly being challenged, that is, we are challenged to (re)consider our own preconceptions, mostly although not exclusively, in regard to the Caribbean and its imagery. Wrestling against essentialist definitions becomes a common factor in the exhibition. This is one of its most enticing aspects: the refusal to provide a fixed impression of the region. As Christopher Cozier explains, a definition of the Caribbean, or who the Caribbean artist represents, "often feels illogical or ill-fated, perhaps because it cannot fully describe the expanse of ocean and the archipelago of islands, nation-states, colonial territories, departments, and unions with diverse populations, languages, geography, cultures and histories." (7).
2 Anthurium: A Caribbean Studies Journal, Vol. 9, Iss. 1 [2012] , Art. 12 http://scholarlyrepository.miami.edu/anthurium/vol9/iss1/12
The online catalog of the exhibition, published by Artzpub/Draconian Switch and designed by Richard Rawlins offers an innovative graphic design, high quality pictures of the artwork, and two essays by Cozier and Flores that situate the artwork and suggest interesting reflections around it (http://www.artzpub.com/content/special-publications/wrestling-image).
Also, the fact that anyone with Internet access can read the catalog speaks of the reach and transnational conversation that the project welcomes. After visiting Wrestling with the Image it becomes clear that its critical space is one shaped by playful constructions of different "ways of seeing." It demonstrates the resonance today of George Lamming's (1960) claim that a "way of seeing" entails a way of engaging critically with the world around us. The idea of "seeing" as critical perspective and practice is also embedded in the notion of "wrestling," which the artwork re-defines in interesting and productive ways.
Rather than founded solely upon experiences of anxiety and conflict, wrestling is presented as an act of investigation, and is therefore in this sense cathartic, for it opens a space of expressive and interpretive possibilities. This premise allows the exhibit to take on a new level by demonstrating that in order to engage with the artwork, the viewer also needs to confront questions and establish connections between the various narratives that the exhibition foregrounds. Through a detailed viewing of all the rooms in the exhibition, dialogical relations between works start to take form. Critical conversations exist within and across different rooms and viewers are invited to appreciate each artwork on its own and to simultaneously make connections between the different pieces. 
